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Tanya Lukin Linklater
begins our Skype conversation with a long description
of her most recent performance, which took
place the previous week at the University of Hritish Columbia
{UBC) in Vancouve
the mus

an, the text, the backstory and the moment of perfor-

She carefully outlines the space, the dancers, ‘

miane n't unusual; I've observed that Lukin Linklater

speaks of her projects by way of her working relationships and

he does not make stat

the process of o
any predetermined artistic objective, but instead allows meaning
to unfold between the artist, her collaborators, the audience and
the institutic

From the first time we spoke, when Lusked her lnst September to be

ater communicated

partofan exhibition I was e
through the work of others, past and present. My co-curator Kendra
Sullivan and 1 had intreduced our exhibition, Accompeaiment, to her

as one about relationships—the ways in which one’s work exists
through and with others, as an accompanist among other performers

rather than as a solo endeavour. We knew Lukin Linklater seldom

works alone; the role of the choreographer, one of her many hats,

necessitates that, But she appeared on the computer back in
September and began telling us about the objects that live on her
coffiee table in North Bay: four Yup'ik dance fans purchased in Bethel,
Alask: 1ged with
commissioned from fellow Alutiig artist Doug Inga.

ibou beard and a traditional wooden bowl she

These objects from her living room were then shipped to F
Project Space in New York City and laid on a bench, which
somehow seemed shocking when presented as an exhibition,
despite the many artists who relish in such apparent subversion of

artist creation; in fact, the actual shock was the case with which
Lukin 1
subwersive
project tha
the dispos:
rules of contemporary art. Her re=presentation of ohjects by other
simple, unexpected and unsentimental. They were

nklater presented the id For her, this was not a

esture at all, or even a conceptual one, but simply as a

could speak volumes to questions of distance, home,
sion of land and sacred object. and, perhaps, to the

opening to a set of universal questions,

Lukin Linklater works in performance, video, installation and
text, moving fluidly between different disciplines, Her process
involves translating and re-presenting existing objects and stories
with others—translations and conversations that then lead to
moments of public performance. For example, at the exhibition’s
rts and the bench beeame

opening reception, the living room obj
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Neither the production nor the reception
of art becomes a fixed exchange, but rather a dialogue
without an imposed ending.

Sundawn it
Festival. Bathel.
Fhoto James

the score for an improvised performanee by musician Laura
Ortman. Lukin Linklater provided direction; she created a
strueture to the score and set Ortman's performance in relation to
the objects and the bench. Lukin Linklater tells me that W

Front curator Pablo de Ocampo onee posited text or T

(rather than performance, choreography or image-n

true substrate of her work: tex ;

dancers; te vessel for coneepls,

her to write because language i
The role of lang

5 from /
as in the way that she communicate
b the dancers she chorcographs, the structure
er dancers improvise.
sation throughout. Neither the production nor
the reception of art becomes a fixed exchange, but rather a dialogue
without an imposed ending.

An carlier work ed Slow Serape (2014-2015) took as its
rting point a James Bay mitt, the type of moose hide mitt that
Chief Theresa Spence wore during her 2012-2013 hunger strike in

New York. In this story,
La
and eoncept beeomes the score from whi

ra Ortman or

They

Tanya Lukin Linklater

s
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Ottawa. Lukin Linklater began by interviewing her relatives about
the process of making the mitts. The oral historics were translated
into poems, which were then used to structure a performance,
Lukin Linklater worked with Ziyvian Kwan for Slowe Scrap
dancer with whom the artist has worked on several occasions.

Lukin Linklaters recent performance in Vancouver at UBC, part

Indigenous Reswrgent Practice, was arranged to evoke two lines
cutting across the eountry. Two dancers, Kwan and Mique'l
Dangeli, moved on either side of the space, while cellist Peggy Lee
played at the end. The performanee took place in the Morris and
Helen Belkin Gallery at UBC as part of an exhibition of sacre
objects from across the continent organized by Beau Dick, |
ohjects, some of which were deseribed as sentient beings, were

contributed by artists and communities, as Dick and twenty-one
companions walked from UBC to Ottawa in 2014 to advoeate for
much needed negotiations between the federal government and
Indigenous peoples,

Lukin Linklater deseribes the work as partly a formal
strueture—a line, a eutting—and the manifestation of three
mulation, relief and refusal. In this stro
he makes room for the ereative language of the women

Thow sound moves througl
working relationship, modifying and directing as the performance
develops. At UBC, the performance unfolded through this
particul
exhibition space and the many onloo

group of authors, the headiness of the charged
s. Kwan and Dangeli
danced up and down the gallery to Lees music, moving across the
space, looking and moving without direetly engaging the an 3
or the sacred objects.
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Lukin Linklater’s work is rarely presented as a final, discrete
entity. Authorship is shared both conceptually and practically with
dancers, musicians, writers, poets and visual artists,

Opposite page:

From left: Dancers Lupe
Rodriguez Grystal
Sapiiveda ono Cydney
Watson perform the the at

(in three parts) 2016 Antler
vt and brass hardware
PR Bl Camobet

At UBC, the gallery was packed, and the dancers had to move

through the crowd. In Lukin Linklater's performances, one is
meant to feel the heat of ather bodies, though their performance
is spare and silent. One must be present with others, listening to
each other's heavy breathing and coughing; the affi
that is part of—and reason for—all performance.

1 asked Lukin Linklater if, rather than looking, other exp

somme of spaces such as the mu 0 bear long, fraught histories,

Based in northern Ontario, Lukin Linklater originates from two
villages on Kodiak Island in southwestern Alaska, A history of
anthropology in the region that began at least in the 193505 extends
Museum in Kodiak, where, as a
Linklater had her first encounter with the
of art—her first experience of the tension

insti

of art might be more important to her—moving, sensing and
speaking, for instance, While Lukin Linklater’s work operates within
the institutional domain of the “visual arts™ in museums and
galleries, she rarely makes objects, 1 hesitate to say that the body
becomes an object, as in many instances of performance art within
the exhibition space, but this is the dialectic of looking that she
addresses: the gaze directed at bodies. As a choreographer, the
proximity of dancers” bodies o audiences, objects and spaces
complicates the gaze, and the one-way direction of looking at art.
Lukin Linklater’s performances interrupt the ease of looking when
made to contend with other spatial relationships; for example,
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between colonial and Indigenous interests in the museum context.
She tells me that she keeps questioning why we make art, why we
are artists. For her, it comes back to this early muscum encounter
and to work like James Luna's The Artifict Piece from 1987, in
which the artist presented himself in a vitrine in the San Diego
Museum of Man as a specimen of an extinet race, The reason she is
an artist, she says, is because of the long history of archaeology in
Ter area: “My people have been in relation o museums, W erfl, o
objects for so long. And also to grief”

in the above story, she has long
hip with institutional space. As an Alutiiq artist, she
maps non-Alutiiq spaces through the body, working with and
honouring the work of other women and Indigenous artists and
ng questions whose answers might otherwise be taken for
anted. What kind of space is being mapped, and by whom? What
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is the relationship of an artist to home and away, to the short-lived
exploration of an exhibition space? How does one ll.'mpnnnl\
inhabit space amidst the legacy of di i 1di
How does one inhabit space next to others and next to abjects?
This coming fall, Lukin Linklater will collaborate with poets
Layli Long Soldier and Leanne Simpson, curator and writer
I turions and poet/ “Tara Williamson at Artspace
in Peterborough. Williamson will perform Simpsons poem
“Constellation,” Lukin Linklater, turions and Long Soldier will
respond and the outcome will remain as an exhibition. Again, the
link is in language, in a group of Indigenous women writers ami

responsibility on the part of the viewer to establish meaning, and
forgoes stability in favour of shifting lenses: choreography; the
history of performance; the use of the seore as a structuring deviee;
dance; poctry; lism; famili '11 logy. This may seem
simple, but it feels radical today, T wark, amnd the politics
embedded within it, reveals its v ¢ when set within the
pervasive strictures of contemporary art; set against the laundry
list of artistic practices that have been denied that label throughout
the twenticth century and still now. When the status quo of art and
nds of work and artists that are supported by dominant
itutions ‘mm bﬁmmc so frustratingly restrictive, when the

of inue to honour the solo artist and the

poets mapping aspace. As Lukin Linklater says, these relati
already exist, but the project will attempt to coneeptus
space of Indigenous women in the gallery.

Lukin Linklaters work is rarcly p 1 s a final,
entity. Authorship is shared both conceptually and practically with
dancers, musicians, writers, poets and visual artists, These are not
the characteristics of her work per se—one could speak instead
about the spare formal qualities of her performance, video and
poetry. Instead, the many-anthored, improvised and ongoing
nature of her work comprises an inherent ethic. She ereates

lhe

hl,

discrete object, Lukin Linklater makes her own rules, and in the
process has created an opening: some room to breathe,
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